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ABSTRACT 


The Romanian composers of the second half of the twentieth century made 
the transition from tonal-functional harmony to an appropriate harmony 
for the Romanian folklore. In the first stage, most composers still used the 
triad as harmonic superposition, as well as the idea of functional relationship, i.e. dominant-tonic. 
Soon, however, certain composers started to evolve towards a harmony that was fully adapted to the 
melodic mode (modes) of each melody, in which case the harmonic verticality adopted a superposition 
consisting of any intervals (second, fourth, fifth, seventh). In his choral music, Tudor Jarda follows 
exactly this route of constant immersion into the modal system of the Romanian folklore. 
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Anyone undertaking an analytical insight into the master’s choral works notices the 
conceptual unity of all parameters as a whole: melody (which is frequently a folkloric 
quotation) — rhythm, harmony (in the modal spirit of the melody), form (developed within the 
structure of the melodic line, with six or eight syllables) and timbral repartition of voices 
(according to the expressive needs determined by the literary text), resulting in a diatonic and 
consonant music, filled with spirituality and charm. 

Tudor Jarda began his creative artistic activity in the 1950s, a time when atonality was 
gaining ground worldwide through its second stage, integral serialism, which was an 
excessive and aggressive trend. 

This trend was completely ignored and even rejected by Tudor Jarda. It goes without 
saying that the serial compositional technique was banned in the communist countries on 
political grounds, being considered a decadent bourgeois method that was incompatible with 
the communist realism. However, it was not this interdiction that kept Jarda away from this 
trend, but rather his own spirit, which placed him in a world that was connected to nature, the 
world of the Romanian peasants whose music was an integral part of their daily activity, of 
their labour and life. As a matter of fact, other leading figures of the musical world also 
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rejected this trend on account of its aridity and rigidity: Béla Bartok, Witold Lutostawski, 
George Enescu, Charles Ives, Olivier Messiaen and many others, who marched to the beat of 
their own creative techniques, falling within a generous and accommodating trend — the 
neomodal one — within which Tudor Jarda himself found his own personal "space", too. 

This was also the time when certain aleatoric techniques emerged in the form of 
concrete music, electronic music and noise music, all of which were also foreign to Tudor 
Jarda due to the social-economic situation in the Romania of those years, which deprived 
creative minds of their technical means of work, i.e. of the equipment required for this 
process. 

Gradually however a trend began to gain ground in those years, which little by little 
was going to dissolve and incorporate all the trends of the 20th century that were defying the 
technical complexities and difficulties faced by musicians in terms of performance 
possibilities and, of course, by the public in terms of understanding a music that was 
becoming increasingly estranged from them. 

This trend would be later called aleatoricism (in the 1970s). It envisaged a freedom of 
creation (and performance) extending beyond the deterministic limits. It was a game of the 
"sorcerer’s apprentice" losing control over all creative rules and reasons and giving free rein to 
chance and hazard. Thus, aleatoricism tends to absorb all the trends, like a black whole, 
freeing composers, performers and public alike from their inhibitions and complexes, by 
involving them in the free act of musical creation and performance. Although this trend 
attracted most Romanian composers, particularly the young ones, and despite the fact that it 
was unfolding "before his very eyes", Tudor Jarda remained true to his own creative principles 
in which the compositional process had a natural consummation. 

Tudor Jarda did therefore not follow the path of aleatoricism either, preferring instead 
to master the detail and the process of becoming of the whole. As a matter of fact, almost all 
the composers of his generation adopted the same attitude, as did for example Sigismund 
Toduta, Mihail Jora, Sabin Dragoi, etc. 

However, in the creative process of composition, the freedom offered by modality as 
compared to the restrictions of the tonal-functional system inevitably led to situations and 


solutions whose effects fall naturally into the sphere of aleatoricism. 
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Thus, one of the most frequent techniques used in aleatoricism, 1.e. glissando” occurs 
spontaneously already in Tudor Jarda's very first works, as a natural illustration of certain 
onomatopoeia with varied expressions. 

The first piece to include a glissando is Marita-m-as, marita (I Would Marry, Yes I 
Would) in the final cadence, suggesting a loud cry: 

Example 1: Tudor Jarda, Márita-m-as, márita, bars 69-74 
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nai, nai, nai, nai, nai, nai, nai, na ai, măi. 


N.B. Graphically it is expressed by means of a winding, ascending line, up to an 
interval denoted by the sound notated by a cross, which despite being accurately indicated as 
an interval for each voice, has only an approximate intonation. Moreover, these sounds are 
spoken and not sung, which is another example of aleatoric technique. The formula concludes 
with a fall of sonority on a narrower and graphically unspecified (aleatoric) interval. 

We must emphasize that at that time the notation of this glissando and of the spoken 
sounds was itself a novelty, pertaining to the set of signs used differently by each composer, 
and that the sound effect was equally new and original. 

The following moment of the same glissando occurs in the piece Ma dusei la targ, la 


Moti (I Went to the Fair, to the Mofi) (using the same notation): 


Example 2: Tudor Jarda, Mă dusei la târg, la Moti, bars 45-48 


* Glissando is the effect of filling in all the intermediate pitches of an interval. 
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nu - 


si 


nu 


ma si 


Example 3: Tudor Jarda, Mă dusei la târg, la Moti, bars 55-58 
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The expressive meaning pursues the same 


echo. 


crying effect as that of the shout with an 


In the piece Nunta ţărănească (Peasant Wedding), the glissando is used for an 


extremely expressive effect, i.e. a descent in sonority of the entire chord down a fifth, 


suggesting a type of echo that creates the spatial image of a steep mountain slope. 


Example 4: Tudor Jarda, Nuntă țărănească, bars 39-42 
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Am ve - nit din var - ful lun - cii Am ve - nit din vár - ful lun - cii 


The second glissando occurs in the same musical phrase and has the same expressive 
role: 


Example 5: Tudor Jarda, Nuntă țărănească, bars 43-44 


pă trun - cii 


trun - cii 


la) 


pă trun - cii 

We must emphasize again that these effects were extremely new and surprising at the 
time. 

Glissando would appear again in Tudor Jarda’s choral music in a piece composed at 
the end of the ‘70s, entitled Pan. We must notice that both the glissando and the other 
aleatoric procedures employed in this piece, which represents the pinnacle of Tudor Jarda’s 
choral work, are used by the composer with the obvious awareness that they, being generated 
by the aleatoric trend, have became common and lasting "assets" of the creative process, 


established by virtue of their expressive force. 
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Thus the glissando employed in the introductory phrase of the piece has an entirely 
different expressive meaning than the previous glissandos, which had an onomatopoeic role. 
This glissando reinforces the poetic expression of the verse E orb si e batran (He Is Blind and 
He Is Old), giving it the philosophical meaning of time metamorphosis: 


Example 6: Tudor Jarda, Pan, bars 4-5 


E — ob si bă - trân. 

The following moment in which a glissando is employed carries a new meaning: being 
combined with the exclamatory speech it has a strong effect, evoking the idea of fecundity 
(the exclamation of a nymph): 


Example 7: Tudor Jarda, Pan, bars 24-26 


Na - tu - ra isi a - da - pă ze - - ul. 


The moment is continued with a glissando that opens the next stage, when god Pan 
unleashes spring: 


Example 8: Tudor Jarda, Pan, bars 26-28 
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Another aleatoric procedure is the cluster”. 

As in the case of the glissando, the cluster phenomenon brings forward an entirely 
different concept than that of a sound "cluster". 

The configuration of the cluster is achieved by expanding the concept of chord from a 
triad to chords with added sounds or formed by placing the interval of a second within the 
chord’s structure. To this are added the multitude of melodic notes (of passage, exchange) that 
multiply the (diatonic) dissonance on the vertical side. 

Here is an example of such an agglomeration deriving from the multiplied movement 
of the voices: 


Example 9: Tudor Jarda, Paraut de lângă moară, bars 28-30 
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Cu so - pon de . la_t. Bra - seu In ciu - da . mán- 
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However, after many years of cohabitation with aleatoricism, Tudor Jarda became so 
contaminated by this procedure with its forceful sound effect that he ended up using it for 


expressive purposes. 


?' The cluster is the vertical sound agglomeration, aiming at relatively the same effect as the glissando, though 
generalized, i.e. having the tendency to fill the space of the interval with sounds until it creates a compact sound 
fabric. 
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Thus, in his choral piece La casa di peste drum (At the House across the Road) he 
expresses sound interferences by superimposing the carol singing on a freezing Christmas 
night. 

Example 10: Tudor Jarda, La casa di peste drum bars 56-65 


Vivo, recitativo 


S. = 
Să fiti gaz-dă să-nă- toas' 
A. = 
Să fiți gaz-dă să-nă toas Să plă-tiţi co-lin-da noast ' 
T. = = = = 
B. 3 = = = = 


la Crá-ciu 


va-drá de vin bun C-a-şa-i da - tu 


c-o va-dră de vin bun C-a-şa-i da-tu la Cră-ciu 


“C-un co-lac fru-mos de grâu Si c-o va-dră de vin bun C-a-şa-i da - tu la Cră-ciu 


La multi ani! 


le) 
I z 


La mulți ani! 

AN 

să-nă-ta - te La mulți ani! 

mpm 

Sácán-tám,sá co-lin-dăm Si gaz-de-lor să-n-chi-năm Tot in dal-ba să-nă-ta - te La multi ani! 


(N.B. We notice the progressive addition of sounds in the interval of a second). 
It is also in this piece that we encounter the cluster resulting from superimpositions 


based on fifth, fourth and second intervals. 


Example 11: Tudor Jarda, La casa di peste drum, bars 49-51 
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Scoa-lă gaz-dă dă-miplă - cin-tă 


The process becomes obvious already in the first phrase of Pan, where, if we add up 


(as a scale) all the chords in the fourth bar, we shall have: 


dp 


The work has at least seven moments containing such "clusters". 


However, the most spectacular cluster occurs at the end of the piece În marea trecere 


(In the Great Passage), where a superimposition is used encompassing a G Lydian mode. 


O 


Example 12: Tudor Jarda, În marea trecere, bars 56-59 
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Tenor I 


Tenor II 


BasI 


Bas II 


în- cid — .— | — pen-tru tot-dea-u - na 


A last aleatoric element is the rhythmicized and whispered speech in Pan: 


Example 13: Tudor Jarda, Pan, bars 61-65 


Moderato 


ju - ru-i 
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a tempo —3 — -—3— rit. 


S. 
ju-ru-i pes-te-ri-lecas-cásom-no- roa - se'n 
A. 
pes - te-ri-le — cas-cá som - no -roa 
T. 
ju - rui — pes-te-ri-le 
B. 


In ju - rui pes - te-ri-le cas-că som-no -roa - se 


Whispering is also used in the piece /n marea trecere: 


Example 14 : Tudor Jarda, În marea trecere, bar 59 


Conclusions 


It goes without saying that Tudor Jarda did not become an adept of the aleatoric trend, 


although certain aspects of his personal evolution did involve elements of aleatoric technique. 
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However, the 1970s, when he cohabited with this trend that was used by all composers 
of the younger generations, made him understand the value of some effects obtained by means 
of the aleatoric technique. 

This attitude can also be noticed in the works of other composers of his generation, 
whose interest in including aleatoricism among their creative techniques developed only late, 
when aleatoricism had already been in decline for long and when they realized that certain 
effects had become widely used — the glissando and the cluster. We are referring here to 
Sigismund Todutá, Alexandru Paşcanu and others. 

As we have already emphasized, the piece Pan, which is Jarda’s pinnacle piece in 
terms of contemporary musical language, clearly proves his conscious acceptance and usage 
of the glissando and cluster techniques as well as of the human voice potential by going 
beyond the singing voice, to whispering, normal speech, shouting and crying. 

We believe that these few aleatoric elements have enriched the range of his musical 
expression, being therefore worth mentioning. 


(English version by Alina Gratiana Pop) 
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